PERSPECTIVES

traordinary feeling for the spectacular elements of
the old Austrian baroque theater, he combined a met-
ropolitan instinct for the subtleties of poetic effect,
and a flair for the new function of actor and stage de-
signer. His wide range, from Moliere to Strindberg,
from Gorky's Night Asylum to Johann Strauss's Die
Fledermaus, from Goethe to Georg Kaiser, suggests the
measure of his contribution to the vitality and ele-
gance of the stage which for long has been, and is, espe-
cially at the present time, the one artistic area within
which the collective devotion of the Germans to the
symbols and images of art finds conspicuous and valid
public expression.

It was, as a matter of fact, the imaginative strength
of the new theater which, directly or indirectly, facili-
tated for the younger writers the transition from the
unpromising doctrine of naturalism to more flexible
and more specifically poetic forms. Whether the gen-
eration of poets, painters, or musicians, which now
began to re-examine the sources and aims of the work
of art, declared its allegiance to an "impressionist,"
"symbolist," or "neoromantic" group, its common con-
cern was with the irrational source of the artist's
vision. The new poetry did not, of course, at once
abandon its preoccupation with the pressing contem-
porary subject matter of social issues. On the contrary,
two of its most forceful representatives, the poets
Detlev von Liliencron (1844-1909) and Richard Deh-
mel (1863-1920), with all their nervous impression-
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